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March, April, May, 1956 


Recommended Music 


Editor's Note: Our Board of six musicians have tried to include among the accepted 
works all those that demonstrated creative ability regardless of how small, or in what 
idiom, conservative, mildly venturesome, or fiercely so. They rejected those that showed 
stylistic inconsistencies, that were trite and commonplace, that simply followed mechan- 
ical patterns and showed no signs of release or merely illustrated a pedagogical dogma. 
They readily admit to sharp differences of opinion on all these points. 


EASY 
Follow the Leader. JUDITH DVORKIN 
Snow Bird. ELIZABETH GEST 


The kitten and the mouse. GRACE ROBERTSON 
HART 


Key parties for young pianists. 
MARJORIE CORIN JOHNSON 


Song for Kathleen (duet) ALICE PROCTER 


When I grow up; a piano album for boys and tomboys. 
ELIZABETH E. ROGERS 


INTERMEDIATE 


Irish fancy. MARTHA BECK. 

Six enfantines, op. 48. ROBERT CASADESUS 
Slumber song and Siris dance. ALAN HOVHANESS 
5 Children's pieces. FREDERICK KOCH 

Slavonic dances; arr. for piano by BORIS KREMENLIEV 


From youthful days; 10 pieces for students 
NIKOLAI RAKOV 


The jungle flower. THOMAS SIMMONS 
Soft rain. EVERETT STEVENS 


City sketches. IRENE TREPANIER 


Elkan- Vogel 


J. Fischer 


Brodt 


Schirmer 


Elkan-Vogel 


Willis 


J. Fischer 
Durand (Elkan) 
Leeds 
Composers Press 


Summy 


Leeds 
J. Fischer 
Ditson 


Summy 


Thematics of several of the above piano titles are generously furnished by the publi- 


shers. They may be found on pages 6 on. 
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NEW EDITIONS 


BACH. Aria variata alla maniera italiana.(F. A. Roitzsch) 
Peters No. 215a. 90 cents. 

BACH. Toccata and fugue in Dminor, for the organ; tran- 
scribed for the piano by Joseph Prostakoff. G.Schirmer. 
$1.25. 

BACH Collection of movements from suites, partitas and 
other keyboard works; selected by Harold Berlinger and 
prepared for study from originalsources by Oswald Jonas. 
Summy, $1.25. 

BACH. Ricercar a 6 voci; for piano duet, set by Tristram 
Cary. Peters No. 219a. $1.25. 

BACH. Prelude and fugue in B minor (The Great); transcrip- 
tion for piano by Arthur Briskier. With facsimile of 
Bach's autograph MS of the original version for organ. 
Carl Fischer, $2. 

BRAHMS. Sarabands and gigues; edited and revised by Kurt 
Herrmann. Hinrichsen (Peters, agent) 75 cents. 

DUSSEK. Sonata, op. 61. Peters, 50 cents. 

MOZART. Concerto in C major for the piano (K. 503). 
Edited by Isidor Philipp. Arranged for a second piano. 
G. Schirmer, $1.75. 

MOZART. Piano sonata in C minor (K. 457) as interpreted 
by Artur Schnabel. Marks, $1.50. 

MOZART. Piano sonata in A major (K. 331) as interpreted 
by Artur Schnabel. Marks, $1.50. 

SONATINAS by Haydn, Clementi, Kuhlau, Beethoven. Ed- 








DISTRIBUTORS OF EDUCATIONAL, POPULAR, 
SACRED AND SECULAR MUSIC 


P.O. Box 104 . Floral Park, N. Y. 


= 


Package Service 


Order your Recommended Piano Music Now! 


The Easy, Intermediate, and Early Advanced 
Grades are Available as Individual Packages. 
For Complete Details, See Page 3 of Your 

Piano Quarterly Newsletters. 





MAIL ORDERS 
Promptly filled , 


Be Sure to Enclose Check or 
Money Order, and 
We Will Pay The Postage 























ited by Oswald Jonas. Summy, $1.50. 
TELEMANN. Allegro from Gmajor piano concerto arranged 
by J. S. Bach. (rev: Arnold Schering). Peters. 
THOMAS TOMKINS. Fifteen dances; transcribed and edi- 
ted by Stephen D. Tuttle; revised andselected by Thurs- 
ton Dart. Tercentenary edition. Stainer & Bell (Gal- 
axy, agent) $1.50. 


NOTE: The following titles are listed for the information 
of our readers. No evaluation of them has been made. 


ADVANCED 

P. BEN-HAIM. Piano sonata. Israeli Music Publ. (Leeds, 
agent). 

BORODIN. Scherzo. Edited by Alexander Tcherepnin. Hin-* 
richsen (Peters, agent). 

HALL, RICHARD. Etude. Hinrichsen (Peters, agent). 90¢. 

HAIEFF, ALEXEI. Sonata for piano. Chappell&Co. $2.50. 

LANCEN, SERGE. Moins Que Rien. Hinrichsen (Peters, 
agent). 60 cents. 

STERNBERG, E. W. Allegro. Israeli Music Publ. (Leeds, 
agent). 

STERNBERG, E. W. Capriccio. Israeli Music Publ. (Leeds) 

TAL, JOSEF. Piano Sonata. Israeli Music Publ. (Leeds). 

VALLIER,JOHN. Witches’ Ride. Elkin & Co.(Galaxy, 
agent.) $1.00. 


TEACHERS COURSES 


AHEARN, ELLA MASON and HARRIETTE BURROWS. Play- 
ing as we sing. Ginn & Co. 

BARTH, HANS. Technic; beginners technic. No. 8892. 
J. Fischer, 90 cents 

CARABO-CONE, MADELEINE and BEATRICE ROYT. Scale 
chart book; “play in all keys"; a workbook for piano 
technique. Book 1. Cone-Royt, $1.75. 

CONE-ROYT. Scale charts; a visual aid for keyboard har- 
mony, piano technique, transposition, ear training. 
Box 22, Briarcliff Manor, N. Y. $1. 

CONE-ROYT Music Learning Aids» “Learn-to-read” music 
Paper. 

FRENCH, RUTH E. Little tunes for little friends; a first 
book of pieces for piano students. Boston, 75 cents. 
MITCHELL, KATHRYN E. Partner, come and dance with 
me. Part One; a supplementary book for sight reading 

arranged for little fingers. 75 cents. Part Two. 80 
cents. Willis. 

PACE, ROBERT. Piano for classroom music. 3.95 (see book 
section). 

SOLIS, SOLITO DE. The three positions of harmonized 
scales. Mills. $1.25. 

STEVENS, EVERETT. Chords, cadences and arpeggios; in- 
troduction to chord playing. J. Fischer, $1.50. 

THOMPSON, JOHN. Easiest piano course. PartFive. Willis, 
80 cents. 

VILLE, MARA. Music made easy; a work book, book 2. 

Presser, $1.25. 
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Selected 


Piano Music Reviews 


by 
Aline Campbell 


FOLLOW THE LEADER. Judith Dvorkin. 

An excellent piece to precede the first Bach. The 
imitation is not exact, but there is a distinct feeling that 
one childis following another and the variety in phrasing 
will be a delight at least to the teacher! 


THE KITTEN AND THE MOUSE. Grace Robertson Hart. 
After many playful gestures, which include grace 

notes, staccato notes and sudden contrasts, the kitten, 

with a swift glissando, pounces! (or catches the mouse.) 


KEY PARTIES FOR YOUNG PIANISTS. Marjorie Corin 
Johnson. Keys of C, G, D, A, E, F, B>, E>, anda. 
Andante to Vivo 
Here are fifty-five 4 to 16-measure little composi- 

tions designed to create an interest in the various keys. 

Whether the student wishes "A String of Beads," or wants 

to be “Sharper than Ever," he is certain to be intrigued 

with Miss Johnson's clever titles. 


SONG FOR KATHLEEN (Duet). Alice Procter. 
Kathleen's gay little folk-like tune is divided equally 

between the Primo's two hands while the Secondo accom- 

panies with an oomp-pah-pah that is easy to remember. 


WHEN I GROW UP. Elizabeth E. Rogers. 
Keys of C, G, F, BD, Gb a minor, d minor. 
Appealing to every boy or tomboy's dream of being 
adult, Miss Rogers helps the young pianist to “grow up” 
musically by presenting a wide variety of musical exper- 
iences in these fourteen pictures of adult roles. 


IRISH FANCY. Martha Beck. 

Two distinctly different moods and shadings from 
pp to ff offer the student an opportunity to show what he 
can do with dynamics. The busy left hand plays slurs, 
double thirds, and chords, but the graceful right-hand 
melody is always the star. 


SIX ENFANTINES, op. 48. Robert Casadesus 

As the title indicates, M. Casadesus wrote these 
pieces just for fun. Conservative from a harmonic stand- 
point, there are many subtleties that will appear in the 
interpretation. The Spanish Fox who is interested in chas- 
ing the Spanish chickens, the “Legend” built on the name 
of Charlie Chaplin and the Marche “a la Schumann and 
Prokofieff are especially effective. Audiences, as well 
as the students, should enjoy sharing the composer's lit- 
tle jokes. 


SLUMBER SONG. Alan Hovhaness. 

Andante, Aeolian mode. 

A soft, one-line drone bass and a lilting melody cre- 
ate an unusually effective impression of a mother telling 
a story as she rocks her little one to sleep. 

SIRIS DANCE, Allan Hovhaness. 

Allegro, Dorian mode. 

A short, lively two-voiced dance that calls for quick 
finger action. Even with such simple means, Mr. Hov- 
haness succeeds in creating a mood. 


5 CHILDREN'S PIECES. Frederick Koch. 

Ed Fisher, Jr.'s attractive sketches for “Marching 
Song,” "From the Highlands," “Happy Thought," “Song 
of the City,” and "Merry Legs, “ would be enough to in- 
sure the students" interest in Mr. Koch's imaginative com- 
positions. These pieces could be used to introduce the 
student to a more modern idiom. 


SLAVONIC DANCES. Boris Kremenliev. 

Keys of F, A, and C. 

As in all dances the rhythm is the predominant fac- 
tor; nevertheless, here there is always a tune as well. 
A left hand melody in thesecond of the three dances will 
prove to be popular with the boys. 


SOFT RAIN. Everett Stevens. 

The constant patter of the staccato raindrops moves 
from one hand to the other against a mildly resistant 
background of legato major and minor thirds. Easy to 
read, easy to remember, with this aid the student should 
be able to recreate the story of a day indoors. 


CITY SKETCHES. Irene Trepanier. 

A collection of 10 short, impressionistic pieces de- 
picting various sounds and sights typical of the city. The 
“Traffic in the Rain”, the "Band Review,” the “Art Cen- 
ter," (it's a modern art center), and "Bells at Noon" are 
subtitles that lend themselves very easily to musical de- 
vices such as changing the meter signature more often 
than usual, building the chords in fourths, glissandos, etc. 
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A SUMMARY --AFTER FOUR YEARS 


T is just about four years ago that the Piano Quarterly 

Newsletter was founded. In many respects we are 
proud of our record--we have, we believe, performed a 
valuable service in assisting our readers, now numbered 
in the thousands, to locate the best music available for 
teaching purposes, we have won the praise and coopera- 
tion of many publishers for our devotion to the best in 
music and our tireless efforts to locate it among moun- 
tainous piles of musical mediocrity; we have also, we be- 
lieve, taught many teachers to select teaching pieces with 
more critical discrimination than they, perhaps, have 
demonstrated earlier. 


Although we are proud of this record, we recognize 
that this is no occasion for us to gloat and rest on our 
laurels, for many things remain to be accomplished in 
our ultimate aim of raising the standards of taste and 
judgment in music. As we see it, the young pianist is 
always a potential shaper of musical taste, regardless of 
whether he becomes, ultimately, a concertperformer or 
simply an enlightened music lover. He will be able to 
exercise the obligations of his position of command only 
if his own training has helped him to achieve a mature 
understanding of musical values. It is here that the piano 
teacher plays a most significant role, for it is almost ex- 
clusively within his power to open up or seal shut the 
priceless heritage of our art. In the selection of teach- 
ing material, in the manner in which he presents this 
material, he should always have in mind, not merely the 
immediate objective of proper finger control, wrist ac- 
tion, and all other factors of keyboard facility, but the 
ultimate goal of producing a knowing musician with un- 
compromising artistic ideals. 


In many cases other sources of music, the home, radio 
and television, the church, the school, will either assist 
or, we must ruefully admit, combat the piano teacher, 
for these important formative dispensers of culture do not 
uniformly reveal the musical discrimination upon which 
we would like to depend. Similarly, the music publi- 
sher, being basically a business man, will generally 
print any music that will sell profitably, however much 


he might want to raise the level of taste. If the teacher 
insists on maintaining his standards, most publishers will 
soon comply, enthusiastically. But if the demand is for 
the trite and the commonplace, we may rest assured that 
no wholehearted attempt to reform our tastes will be 
undertaken by music publishers, for it may end only in 
bankruptcy. 


In order to achieve success in our quiet crusade, in 
which, of course, we are by no means alone, we must 
count heavily on our composers and editors. It is evi- 
dent that both are in good supply, and just as evident 
that they range in quality from outstanding to inferior or 
impossible. So far as composers are concerned, we can 
only hope that more of our established ones will find in- 
terest in the composition of teaching pieces especially 
in the easier grades, for it is in this realm that the most 
acute shortages of good music exist. And so far as edi- 
tors are concemed, sharp improvement in editorial work 
has been apparent within the last few years.,Several re- 
cent editions of earlier masters" works have demonstrated 
in exemplary fashion the kind of zealous regard for and 
sensitive understanding of the original manuscripts and 
wishes of the composer. These should go a long way to- 
ward eliminating, permanently we would hope, the vain- 
glorious “improver” of defenseless departed composers, 
the uninformed deformer of our priceless heritage. 


[. CAN BE seen that much remains to be dane; with 
the continued cooperation of subscribers, publishers, com- 
posers, and editors we shall proceed to do our share to 
make America more critically aware of standards in the 
realm of the artistic imagination. 





CORRECTIONS 


Two corrections should be noted in the Spring issue: 
Page 4, under "New Editions” the notes signed "W.J.M.”" 
were transposed--the Scarlatti note should appear under 
Scarlatti, and the note printed under Scarlatti should 
appear under Beethoven. 

Page 12, the address of the R. D. Row Music Company 
should read 353 Newberry Street, Boston, Mass. 
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Soft Rain 


EVERETT STEVENS 


Gently moving (d= about 80) 
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Trish Fancy 


MARTHA BECK 
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THOMAS SIMMONS 
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I. Berceuse pour Edna 
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FROM YOUTHRUL DAYS = by Nékotat Rakov | 


2. AN EXCITING GAME 


Vivo |Full of Life] Jaws 





3. A QUIET SONG 


Andante cantabile JSongfatty, Reposefully] a.100 








5. LOOKING THROUGH THE OLD ALBUM 


Andantino jLeisurely| ¢=12 
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2 7. A FANTASTIC STORY 


Allegro moderato [Not too fast] dso 
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9. THE RIPENING WHEAT 


: a > 


Moderato ¢-ss 









10. THERE GO THE YOUNG SCOUTS! 


Allegro [Skipping along] dais 
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[ Bera TA in the M IKROKOSMOS Publication 
By BENJAMIN SUCHOFF 


ORE than twenty typographical errors appear in Béla 
Bartok's progressive piano method MIKROKOSMOS 
as published, as evidenced by comparison with the man- 
uscripts which are on file at the Béla Barték Archive. 1} 
Errors in seven of the pieces (nos. 74, 89, 92, 140, 145, 
148, and 153)? were discovered by the composer when 
he proofread the third and sixth published volumes, 3 and 
the remainder (in nos. 41, 49, 65, 81, 113, 119, 123, 
134, 141, 143, 152, and Exercise 2b) were brought to 
light as a result of the writer's checking of the manus- 
scripts against the published edition. 

Certain particulars in nos. 49, 134, 141, and 143 have 
been determined by the writer as mistakes, although the 
consistency of appearance of these particulars in the Inter- 
mediary Drafts, Final Copies, and published versions of the 
MIKROKOSMOS would seem to present evidence to the con- 
trary. Therefore, an explanation of each determination is 
presented as footnotes to the pieces listed below. 


No. 41: Inmeasures 13 and 14 the notes in the bass clef 
are not arranged in two parts as desired by the composer. The 
tenor voice should consist of dotted half-notes tied over the 
bar-line with stems upward andthe bass voice shouldremain 
unchanged. 

No. 49: In measures 3 and 4 staccato dots should be 
placed above the barred eighth notes in the bass clef at the 
same place they appear in the treble. A staccato dot should 
be placed also below the flagged eighth note on the fourth 
beat in measures 6 and 7. 

No. 65: In measure 24 the interval in the bass clef lacks 
a staccato dot. 

No. 74: In part "a" a footnote number 1 enclosed in 
parentheses should be inserted after the numerical designa- 
tion of the piece as wellas before thestatements at the bot- 
tom of the page (p. 16). In part"b”, measure 31, a comma 
should follow the text of each of the three languages. 

No. 81: The meter sign should be 2/4, not 2/2. 

No. 89: In measure 10, the half note stems in the tre- 
ble clef that indicate the alto voice should be deleted and 
a whole rest suspended from the first staff line to complete 
the measure. In measure 14 the crescendo mark should be 
extended to include the first beat of the next measure. 

No. 92: In measure 5 the g natural on the second beat 
in the bass clef should be played with the third finger. 

No. 113: In measure 27 the dotted quarter note in the 





DR. SUCHOFF, director of music at Hewlett (N.Y.) High 
School, is also a well-known piano teacher in the Five Towns 
area of Long Island, New York. He has been active in a 
research capacity in the Bartok Archive since 1954. This 
article represents an extract from his doctoral dissertation 
"Béla Bart6k and a Guide to the Mikrokosmos, ” (School of 
Education, New York University, 1956). 
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treble clef should be changed to a staccato quarter note (c#). 

No. 116: In measure 4, beat 2, a tenuto sign should be 
placed between the staccato dot and the fingering numbers 
of the chord in the treble clef. 

No. 119: In measure 23 the a# in the bass clef should 
be a half note, not a dotted half note. 

No. 123; In measure 9 the barred eighth notes in the 
treble clef lack staccato dots. 

No. 134; In measure 2 a natural sign should be inserted 
before the g of the interval appearing on the fourth beat in 
each staff. 

No. 138; Inmeasure 3 the staccato dot under the eighth 
note in the treble clef should be deleted. 

No. 141; In measure 15 the finger number 3 in the tre- 
ble clef should be positioned above the soprano voice. In 
measure 21 a staccato dot should be placed below the third 
of the three barred eighth notes in the left hand. In measure 
74 the finger numbers 4 in the treble clef should be invert- 
ed.® 

No. 143; In measure 38 the meter signature should be 
changed from 1/2 to 1/4.7 

No. 145b: Inmeasure 2 a natural signshould be inserted 
before the d in the bass clef, beat four. In measure 7 the 
eighth rest appearing inthe treble clef, beat one, should be 
replaced with a quarter rest. 

No. 148: In measure 13 the fingering numbers 1-2-1 
should be placed above the first three notes of the group of 
six barred sixteenth notes in the treble clef. 

No. 150; In measure 4 the staccatissimo sign should be 
placed below the ledger-line e inthe lefthand, and another 
wedge should be placed above the interval in the righthand 

No. 152: In measure 11 the chord on the third beat in 
the treble clef should read c-f-g, not c-g-a.8 





No. 153; In measures 43, 44, and 45 fingering num- 
bers should be placed below note heads in the bass clef as 
follows: measure 43- 3 on beat four, 2 on beat 7; measure 
44- 2 on beat seven; measure 45- 3 on beats four and seven. 

Ex. 2b: In measure 1 the half note b in the bass clef 
should be moved to theright so that itis positioned directly 
under the half note g in the treble clef. 

Ex. 31: The meter signature should be 7/4, not 7/8. 
In the first measure a marcato sign > should be placed above 
the half note chord in the bass clef. 9 


Notes 
1. The Béla Barték Archive was established some 

years ago by Dr. Victor Bator, Trustee of the Estate of Béla, 
Bart6k. The Archive, presently located at 30 East 72nd 
Street, New York City, functions toassemble, classify, and 
catalogue 11 works by and about Béla Bartok. 

2. Nos. 148 and 153 contain errors of omission (Barték 
later added certain fingerings). 

3. The writer has been unable to determine whether 
Bartok proofread the other volumes. 

(Continued on Page 24 ) 





LESSON SUGGESTIONS ON 


Everett Stevens 
Shenandoah Valley Tune 
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Written by the Composer 


ome years ago I had the pleasure of teaching three 
S days out of every week in the Shenandoah Valley sec- 

tion of Virginia. The beauty of this part of the coun- 
try defies description, particularly in the Spring when the 
apple blossoms are in full bloom. 


During the many months I traveled from one town to the 
next in the Valley, I heard a good bit of the folk music. 
Often there would be only the tune--the words having been 
forgotten. But the beauty of these songs has remained with 
me ever since. Many of them were modal and quite a few 
were pentatonic in scale. 


IT WAS ONLY natural, therefore, that sooner or later I 
would compose a piece reminiscent of my "Valley" days-- 
and that is how the SHENANDOAH VALLEY TUNE came to 
be written. Here I, too, have used the pentatonic (some- 
times erroneously called the "Chinese”) scale. This scale 
is most easily demonstrated by playing the five black keys 
on the piano. As Ihave said, there are many folk tunes 
written in the pentatonic scale. Go to your piano and pick 
out the tunes of AULD LANG SYNE and COMIN' THROUGH 
THE RYE-- (if you do it on the black keys you will find it 
quite easy) --and you will see what I mean. 


SHENANDOAH VALLEY TUNE could have been written 
with a key signature of G-flat major, but I thought it more 
practical and easier to read by placing accidentals before 
the ‘ndividual notes. The pupil should start off with the 








EVERETT STEVENS has composed a number of successful 

teaching pieces for young children, among them "Song 

From the Hills”, “Licorice Sticks", "Up in the Swing”, 

which have been listed in the Piano Quarterly Newsletter. 
_Mr. Stevens teaches in Washington, D.C. 
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previous knowledge that the melody (right hand) is entirely 
on the black keys. This will make for quicker and easier 
reading. I usually have a pupilread through the entire right 
hand alone at the beginning, discovering the phrases which 
are alike and those which are different. For example, the 
first four measures of the melody are identical with the phrase 
beginning at the end of measure 8. The second and fourth 
phrases (of four measures each) vary slightly, not only from 
the first phrase, but from each other. Let the pupil discover 
how all of these phrases differ. The middle section of the 
piece contains eight measures. I like to point out that each 
short phrases within the longer phrase--(these shorter phrases 
usually consisting of four notes apiece)--starts on the same 
note, D-flat, with the exception of one which begins ona 
higher G-flat. What is more, every phrase in the middle 
section begins with the second finger excepting the last one 
(on a D-flat) which begins with the fifth finger. I have found 
this very helpful and a short-cut to perfect memorization. 

Now then, let us examine the final measures of the piece. 
It will be immediately noticed that they are identical with 
the last eight measures of the first page, the only exception 
being a delayed resolutionin the left hand accompaniment. 


IN FIRST examining the left hand it is wise to have the 
pupil discover the likes and the differences. For example, 
in the middle section the left hand does exactly the same 
thing twice. Since this accompaniment consists almost en- 
tirely of intervals of a fifth, it might be wise to have the 
pupil discover how many fifths there are and which ones are 
used. It is now time toread the piece through slowly, hands 
together. I stress slowly because I firmly believe that first 
impressions are the strongest and that if correct note-reading 
and correct fingering result from this first reading, it will 
make the end result a more perfect performance. 


IT WILL BE NOTICED that the piece is fingered, for the 
most part, in such a manner as to “force” the phrasing. 
That is, the fingerings given make it necessary to lift the 
hand and change it to anew position atevery point where a 
“breath” is needed. I have been experimenting with this 
type of fingering with young pupils for a number of years, 
(I usually give them a visual aid, too, by marking the ends 
of phrases with a comma in blue pencil) and I find that it 
is helpful in instilling in them at an early stage the basic 
principles of good phrasing. I purposely refrained from mar- 
ing any pedal in the piece. For the most part, it is best to 
stress the legato touch. I do not say, however, there are 
not spots here and there where a touch of pedal willhelp the 
legato and will give added resonance and color. 


N CLOSING, I WANT to thank the people living inthe 
Shenandoah Valley for arousing my interest in folk music. 
The experience of hearing their music gave me an entire 
new source of inspiration for my compositions and has led 
me into research and tesultant discoveries un-dreamed of 
before my “Valley” days. 


(Music on following pages) 
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To Alma Franklin 


Shenandoah Valley Tune 


Black key study. Singing tone 
EVERETT STEVENS 
Moderately (like a folk-song) 
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AN INTRODUCTION TO 
"NEW AND OLD™ by WALLINGFORD RIEGGER 
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Respousible piano teachers always hope to introduce 
their students to a stimulating variety of music, from 
the extraordinary and largely unexplored Keyboard music 
of the sixteenth and seventeenth centuries, before Bach, 
right up to the present day. However, in these earliest 
and latest periods, a wise and acceptable selection of 
pieces for the average student poses some difficulties. 
Unless the student has had exceptional exposure to music 
in his home, the early music seems too remote from his 
experience to appeal to him, while contemporary com- 
positions are foreign to his ears because he has not been 
prepared to understand the materials they use. This pa- 
per will not attempt to suggest means of introducing the 
old music, but will rather direct attention to an extra- 
ordinary set of short pieces by Wallingford Riegger, his 
“New and Old." This material provides the student with 
a clear, straightforward exposition of modern composi- 
tional techniques, in twelve attractive, short, and rela- 
tively simple piano pieces. 

In his preface Mr. Riegger reminds us that no matter 
how “modern” his pieces sound, they have evolved from 
“old materials often used inthe past, though “new” uses 
of melody, harmony, rhythm and dissonance give them 
fresh or even startling sounds. The pieces haveno for- 
mal or programmatic titles, but are identified by the 





FRANCES MANN, for many years a member of the piano 
faculty and teacher of piano pedagogy at the Juilliard 
School of Music, is now Director of the Preparatory Di- 
vision in that school. 
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name of the characteristic device each one explores. 
Their titles may sound too analytical to arouse student 
response, but since the music itself has rhythmic inter- 
est, color, and very clear structure, it actually provides 
ideal contemporary teaching material. Even the exper- 
ienced performer should enjoy the entire set. 


AS AN INTRODUCTION, I suggest we examine the 
first two pieces, "The Augmented Triad" and "The Major 
Second." Musically and pianistically they are easy 
enough for a good third year student. Since they may be 
quickly and easily learned we hope they will tempt him 
to go on to the others, --at least to look over all twelve. 
These first two are each just one page long, have crisp 
rhythmic outlines, and very specific touch, tempo and 
color indications. Mr. Riegger's helpful notes on page 4 
should give us a good start. Before we tackle the actual 
playing it would be wise to make sure that the student 
remembers the shapes and sounds of the chords and in- 
tervals used. 


For "The Augmented Triad" I would suggest the fol- 
lowing study plan; 

1 - Look over the score and note the appearance of 
the augmented triad in every measure. (It is even im- 
plied in the chromatic figure of the second measure.) 

2 - Tap out each short rhythmic figure. How many 
different ones can you find? Notice the many rhythmic 
imitations from one hand to the other. Be ready for me- 
ter changes, too. 

3 - Notice the line, the ups and downs, in the two 
melodies, and repetitions and inversions of the melodic 
figures. 

4 - Play through, slowly enough to be perfectly ac- 
curate in observing every sign on the page except the 
final tempo. Even try for the "boisterous", sharp clar- 
ity of touch, accent and phrasing that is indicated. If 
you find yourself hesitating, learn the hands alone first, 
although in this piece they should be played together as 
soon as possible, since they carry ona kind of musical 
dialogue. 

5 - As soon as you are sure of all reading details, 
pick up the tempo. Aim fora higher speed each day, 
until you can play at the required @=120. When you 
can do this, you will be delighted with the vigorous 
bounce this music has, with the final tapering off into 
the distance of the bass chromatic scale line, and the 
impudent, far-away lilt of the last treble figure. 

"The Major Second” follows. If your student is not 
too dependent on imitating you, I suggest you play the 
piece for him first, since the dissonant character of the 
seconds may seem harsh to him, unless you can succeed 
in a little persuasive salesmanship. Study plan: 

(Continued on Page 24 ) 
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FROM WALLINGFORD RIEGGER'S “NEW AND OLD” 
COPYRIGHT 1947 by BOOSEY AND HAWKES INC 
REPRINTED WITH PERMISSION 


The Major Second 


Moderato ( J = 72 0r more, but consistently in cempo) 





No pedal till last measure 
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A Study Plan for 


THE SPIRE AT HANCOCK, N.H. 
from 


THE HOOTNANNY 


Ernst Bacon 





A Detailed Discussion of the Problems Involved 
In the Individual and Combined Parts 


Written by MARTHA CALNAN 


F ROM Ernst Bacon's delightful and highly imaginative 

chronicle of Americana, THE HOOTNANNY, I have 
chosen "The Spire at Hancock, N. H.,” because this 
piece contains many harmonic and rhythmic devices 

which are used in the other selections. These charming 
pieces are basedon folk and folk-like tunes and rhythms, 
and their total effect is one of refreshing gaiety and spon- 
taneity. This does not mean, however, that they are 
simple either in concept or execution. They are, as a 
matter of fact, technically quite complex and should not 
be attempted by astudent who is not moderately advanced. 


In the performance of these pieces, if one is to give 
full value to the rhythmic, melodic and harmonic nuan- 
ces and subileties which they contain, an extremely de- 
tailed and thorough analysis of the problems involved is 
necessary. This is given here in some detail in the hope 
that it will not only be helpful in the study of this parti- 
cular piece, but will illustrate a general method of ap - 
proach to music of this complexity which will prove 
fruitful for the student. 


MARTHA CALNAN is a graduate of the Kansas City 
(Mo.) Conservatory of Music, studied in New York with 
Madame Rosina Lhevinne, and is now teaching privately 
in New York City and studying for her Master's degree at 
Teachers* College, Columbia University. 





RHYTHMIC PROBLEMS IN INDIVIDUAL PARTS 


Primo 

Measures 

15-17 Problem: Playing tied rhythm in the r.h. part 
Solution; Accent the strong beats: 


Z tr? wT” 


31-33 See measures 20-23 of Secondo part. 

36 See measure 36 of Secondo part. 

37-40 Problem: Playing syncopated rhythm. 
Solution; Count in 4. Accent in both parts count 
2 in measure 37, count 1 in measure 38, etc.; 
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41 Problem: Sudden change in rhythm. 
Solution: Accent count 1, in both parts. 


Secondo 
Count in 4, then in 2 

Measures 

20-23 Problem: Difficulty in playing tied notes in bass. 
Solution: Count in 4and use equal accent in both 
parts. Use the same kind of attack in both hands. 

23 Problem: Rhythmic change in 1.h. part. 
Solution: Phrase from 2nd beat in the 1.h. to Ist 
beat of the r.h. part in measure 24. Feel the 
accent on count 3 in both parts in measure 23; 





24 Problem: Playing the l.h. tied note on count 2 
accurately. 
Solution: Accent count 2 in 1l.h. Phrase count 4 
in r.h. to count 1 in measure 25. Accent count 
1 in measure 25: 


@ 2 
De oy 219 
> 
+~ d.——-d. 
36 Problem: Rhythmic change. 
Solution: Accent count 1 while counting aloud, 
and accent count 3 inr.h. 
Combined Parts 
Count in 4, then in 2. 
Measures 
20-30 Problem: Playing tied notes in Secondo l.h. 
against quarter notes in Primo part. 
Solution: Practice Primo part with L.H. Secondo 
part. (Continued on Page 20) 
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"THE SPIRE AT HANCOCK, N.H." Continued 


31-36 Practice Primo 1.h. part with Secondo 1.h. part 
to be sure of rhythmical unity, and to hear the 
thythmical variance in measure 34. 


34 Problem: Difficulty caused by rhythmic change 
in Primo r.h. part. 

Solution: Practice primo r.h. and Secondo r.h. 
parts together for the Primo player to hear the 
Secondo partcome in against his tied note on the 
1st count of measure 34. The Primo player should 
also accent count 1 in measure 34 while counting 
aloud. 

Problem: Playing the syncopated pattern in the 
Primo part accurately against the tied notes in 
the Secondo 1.h. part. 

Solution: Practice Primor.h. with combined Sec- 
ondo parts, then the 1.h. Primo with the Secon- 
do parts. 


37-43 


VOICING (BALANCE) COMBINED PARTS 
1. Count in 2 to maintain dynamic level and create a 
long melodic line. 
2. Think of the composition's melodic lines as regular 
4-measure phrases--choral style--to create long melod- 
ic lines. 
3. Bear in mind that both parts are separate melodies, 
and that neither "accompanies" the other. 
4. Omit notes in parenthesis in both parts. 
Measures 
1-15 Problem 1: Doubling in the Secondo part over- 
balancing the Primo part. 
Solution: 
1. Practice Primo 1.h. with Secondo r.h. 
2. Primo 1.h. and Secondo 1.h. 
3. Primo r.h. with Secondo r.h. 
4. Primo r.h. with Secondo 1.h. 
Problem 2. Inability to create unified sound. 
Solution: Both players must count in 2 and phrase 
the same way. Phrase from pick-up note and feel 
that it goes to count 1. 
15-20 Clarify movement and resolution of the inner voice 
of Primo r.h. part by practicing the Primo r.h. with 


the Secondo r.h., then with theSecondo 1.h. part. 


25-30 Problem 1. Proximity of Primo 1.h. and Secondo 
t.h. creates difficulty in manipulation. 
Solution: Primo Part 
Meas. 25 Omit the b in the 1.h. 
Meas. 26 Play the teh. part in octaves rather than 
in the 1.h. part. The single note e in the l.h. on 
count 3 will have to be released prematurely to 
play the second count in meas. 27. 
Meas. 27 Play all octaves with the r.h. 
Meas. 28 Play the e octave with the 1.h. Play the 





remainder of the measure and measure 29 as it is 

written. 

Meas. 25-30 Devise fingerings of 3,4, and 5 for 

Primo 1.h. part. 

Problem 2. Secondo 1.h. part over-balancing Primo 

part. 

Solution: Practice Primo r.h. with Secondo 1.h., 

then Primo 1.h. with Secondo 1.h. 

30-37 Problem: Overbalancing the r.h. parts of both the 
Primo and Secondo parts because of similarity of 
syncopated pattern in both 1.h. parts. 

Solution: 

1. Practice Primol.h. withSecondol.h. toachieve 
same kind of tone quality. 

2. Practice Primo r.h. with Secondo 1.h. 

3. Secondo 1.h. with both Primo parts. 

4, Primo 1.h. with Secondo r.h. 

5. Both Secondo parts with Primo 1.h. part. 

37-43 Problem: Hearing the syncopated lines in the Primo 
move against the Secondo part. 

Solution: 

1. Eliminate the two inner voices of the Primo parts 
and play just the interval of the 10th against 
the Secondo part. 

2. Play Primo 1.h. with Secondo parts, then Primo 
r.h. (inner voice added) with Secondo parts. 

These devices should enable the Primo player to 

hear his part more clearly and, as a result, not lose 

the line when he plays it very softly. 
43 Release thumb in Primo 1.h. 
PEDALING 
Very little pedal can be used because of the thema- 
tic material in both parts. 
Suggestions; 

1. Use no pedal in the Secondo part. 

2. Meas. 1-15 20-25; In Primo part, use direct 
pedal on the half and whole notes only. 

3. Meas. 24-25: Use no pedal because of resolu- 
tion in Secondo part. 

4. Meas. 37-43; Pedal on the half and dotted half 
notes, not on the tied notes. 

5. In Secondo part meas. 20-29: Devise finger- 
ing in r.h. part for legato octaves; 1-4,5; etc. 


ENSEMBLE TECHNIQUES WHICH MIGHT BE USED FOR 
PRACTISING ALL THE COMPOSITIONS: 

1. Have players change parts. 

2. Be sure players count the same way (both count 
in 2, or both in 4, etc.). 

3. Players should use the same kind of technique 
--(same method of attack, same kind of wrist 
movement, etc.). 

4. Both players should count in the larger beat as 
much as possible, because it helps to unify the 
parts and carry the music forward. 
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FOUR RECENT “URTEXT" EDITIONS OF THE 


Mozart Piano Sonatas 


A review, by WILLIAM S. NEWMAN, 
The University of North Carolina 


(17) Sonatas and Three Fantasias for Piano, Original 
Version, Unedited. Edwin F. Kalmus (reprint of the Briet- 
kopf & Hartel “Urtext” of 1895 [prepared by Ernst Rudorff?]). 
237 pp. inl vol. Table of Contents. $3.75. 


(18) Klavier-Sonaten, Urtext, prepared by Walther 
Lampe and Otto von Irmer. G. Henle Verlag, 1948 (distri- 
buted in the Americas and Canada by Carl Fischer, Inc.) 
ix 301 pp. in 2 vols. Frontispiece in color, thematic in- 
dex, and preface. $6.00 ($3.00 each vol.) 


(19) Klavier-Sonaten, Urtext, newly prepared from the 
sources by C. A. Martienssen and Wilhelm Weismann. 
C. F. Peters, 1951. (v) # 321 pp. in 2 vols. Thematic in- 
dex and preface. $5.00 ($2.50) each vol.) 


(19) Sonatas and (3) Fantasies for the Piano, A new edi- 
tion, prepared from the autographs and earliest printed 
sources by Nathan Broder. Theodore Presser Company, 1956 
xiii +332 pp. in 1 vol. Table of contents, preface, 4 por- 
traits and one manuscript facsimile in half-tones. 


T exe WAS A TIME NOT so many years ago when the 
Mozart Piano Sonatas had to be taught in editions that suf- 
fered from excessive and ill-advised editing and from some 
almost incredible changes or “corrections” of the original 
sources. Neither of the then two best editions was readily 
available, neither Series 20 of the Mozart's Werke issued 
in 1878 nor the "Urtext" of 1895, both of which had been 
published by Breitkopf and Hartel. Then along came a 
Peters edition by Max Pauer and Martin Frey, a Universal 
edition ("Mozarteum") by H. and R. Scholz, the Kalmus 
reprint of the 1895 “Urtext," the G. Henle edition listed 
above, and the still newer Peters edition listed above--all 
based on "original" sources or simply on the 1895 "Urtext." 
Now, in this Mozart year of 1956 we are further greeted by 
a reprint of the 1878 edition as part of the Edwards Brothers 
recent reprint of the complete Mozart's Werke; by the first 
volumes (including the four-hand Sonatas for one and two 
pianos) of the entirely new "complete works” of Mozart pro- 
jected by Barenreiter, although the important new edition 
of the solo Sonatas that this edition will undoubtedly con- 
tain has not yet appeared and will hardly be as accessible 
as the American editions under discussion; by a number of 
partial collections such as the careful “Authentic Edition" 
of TwoSonatas, a Rondo, and a Fantasy prepared for Clayton 
F. Summy by Oswald Jonas; and, finally, by the first actu- 
ally complete edition of the Sonatas and Fantasias as well 
as the first American edition based on the originalsources 
--that is, the one listed above that has been prepared by 
Nathan Broder for Theodore Presser. 
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SUCH AN embarrassment of riches recalls one of those 
waggish footnotes by Edward Ballantine in the first of his de- 
lightful series of Variations on ""Mary Had aLittle Lamb” 
in the styles of different composers: “Revisions in this Ada- 
gio ["Beethoven'] follow the URTEXT published in 1939 by 
WENN und ABER, but are given provisionally pending the 
appearance of the next URTEXT." Broder sums up the sta- 
tus of MozartSonata editions prior to his in one broad state- 
ment that apparently is warranted, for allits categoricalness. 
“Strangely enough, no complete and thoroughly reliable 
edition of Mozart's piano sonatas and fantasies has been 
available up to now. This may seem tobe a sweeping state- 
ment, but anyone who has studied the surviving autograph 
manuscripts and first editions and compared them with the 
published versions of the last century and a half will agree 
that it is an accurate one." What Jonas, Ballantine, and 
Broder bring home to us, each in his own way, is the fact 
that publishing an URTEXT is not simply a matter of going 
back to the one true source. As always, truth is relative. 
Which of perhaps several divergent autograph manuscripts is 
the true one? Should one of these or the first printed edition, 
perhaps supervised and corrected by the composer, be given 
preference? What should be done about illegible measures, 
or careless slurs that neither start nor end above any one 
note, or hasty inconsistencies in the composer's own mark- 
ings, or manifest errors? Where lies the dividing line be- 
tween alterations that violate the composer's intentions and 

(Continued on next page) 
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new Peters Edition Catalogue for: 
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MOZART PIANO SONATAS 
(continued ) 
those that merely conform to moder printing and engraving 
practices? A look at the facsimile pages in either the Jonas 
or Broder editions will help to clarify the problem. 


Pamsars THE fairest way to consider the four editions 
listed above is tocompare them in certain specific respects. 
First, the Broder edition is indeed the most complete, con- 
taining all of thenineteen Sonatas that are now accepted as 
authentic plus the three Fantasias that have often been pub- 
lished with the Sonatas (perhaps because at least two of 
them may have originated as parts of sonatas). The three 
Fantasias are in addition, of course, to the Fantasia in C 
minor, K. 475 that Mozart himself added as an introduction 
to the Sonata in C minor, K. 457 and that appears in all 
four editions. The Kalmus reprint lacks the two Sonatas in 
F, K. 533 and 494, and F, K. 547a, both of which are in- 
cluded in the Peters and the Broder editions by virtue of Al- 
fred Einstein's defense of them in his third edition of the 
K&chel Mozart-Verzeichnis. The Henle edition, with eight- 
een Sonatas, does not include K. 547a, while neither the 
Henle nor the Peters edition includes the three extra Fan- 
tasias. The Sonata in B-flat, K. 498a, though it has often 
appeared in other collections does not appear in any of these 
four editions; it is thought to have been written mainly or 
entirely by A. E. Muller. 


BRODER'S SEARCH for the best text, summarized in his 
preface, certainly seems to represent a more comprehensive 
and patient collation of the available sources than that of 
the other editors and an accomplishment perhaps not to be 
surpassed if equaled when the new Batenreiter edition ap- 
pears. Furthermore, he offers more variants than the other 
editors where alternative readings deserve consideration. 
The Henle editors chose not to include the important and 
illuminating embellished versions of long passages in the 
slow movements of K. 284 and K. 332. Although my check- 
ing was hardly conclusive I found no actual errors in the 
Broder edition but did find an occasional one in each of the 
other three editions. 

Broder seems to stand first, too, in the matter of clear, 
careful, and consistent distinctions between his sources. He 
gives preference to the autographs. There were one of these 
and one other manuscript that he could not find that were 
available for the 1895 "Urtext." In the absence of auto- 
graphs he goes to the oldest printed edition. He uses paren- 
theses around any material--even slurs and staccatos! --that 
he incorporates from his second-best source, and brackets 
for any similar additions he himself makes for the sake of 
consistency or obvious corrections. The other three editions 
often do notdistinguish sources or minor emendatiors in any 
similarly exact manner. 


THE Kalmus edition has no preface. The Henle edition 
has a five-column preface in German, French, and English. 
It is more interesting for its somewhat subjective conclusions 
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on interpretation, based chiefly on the nature of the Mozart 
piano, and its more general comments on ornamentation 
than for its more specific directions and its somewhat sket- 
chy erratic historical notes. The Peters edition has a short- 
er two-column preface, also trilingual, that touches on the 
main questions of style and sources. Unfortunately, its Eng- 
lish version is very clumsy, sometimes to the point of in- 
comprehensibility. “Mozart... frequently uses the sign 
‘forte’ and ‘piano' (above all when succeeding each other 
briefly) in the meaning of some limit markation, to be pre- 
ceded by a crescendo or diminuendo.” Broder's preface of 
nine pages (in English only) deals objectively and in some 
detail with past editions, sources, appoggiaturas, trills, 
and staccato signs. With regard to editorial policy in mat- 
ters of interpretation and style, the Kalmus edition offers 
no aids. The Henle edition suggests individual solutions for 
some of the trills but almost none for the appoggiaturas. 
However, appoggiaturas are included in the brief explana- 
tion of ornaments in the preface. Even allowing for the 
necessary latitude in such matters, one finds some of the 
solutions and explanations to be doubtful or too brief to cover 
the variety of cases. For instance, there is still that tell- 
tale implication that the wavy line and tr. are not regarded 
as synonymous for any or all varieties of trills. About the 
same help is provided in the Peters edition, with somewhat 
better solutions for many of the trills and much less advice 
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Magazine Articles 





January — June, 1956 


AMERICAN HOME 


When the music teacher says: your child's got real talent! 
A. H. Wallace. Febr. 


AMERICAN MUSIC TEACHER 


The piano sonatas of Mozart. George Anson. Jan. -Febr. 

Armand Ferté's new piano method. Maurice Dumesnil. 
Mar. -Apr. 

The piano concertos of Mozart. George Anson. Mar.-Apr. 


ETUDE 


Bartok the teacher--as I knew him. Erno Balogh. Jan. 

What was Mozart's playing like? Nathan Broder. Jan. 

They‘ll come back to good music. May Weeks Johnstone. 
Febr. 

Contemporary music in the piano class. Guy Maier. Febr. 

Southpaw solo flight. Ruth K. Arnold. Mar. 

About unashamed accompanying. Gerald Moore. Mar. 

Personal memories of Cortot as artist and teacher. A. M. 
Henderson. Apr. 

Learning to learn Bach. Rosalyn Tureck. May-June. 

The student pianist, past and present. William J. Mitchell. 
May-June. 


THE JUILLIARD REVIEW 


Thoughts on phrasing in Mozart's piano works. Lonny Epstein. 
Spring. 


MUSIC IN EDUCATION (London) 
Look after your school piano. R. J. Harris. Jan.-Febr. 
MUSIC JOURNAL 


How can we make them practice? Elizabeth E. Rogers, Jan. 

Eighty-eight keys to open new doors. Claudia Stewart Bach- 
man. Jan. 

The n'th degree--doctor of music. Gyorgy Sandor. Febr. 

Performance degrees. John Crown. Febr. 

Doctoral degrees in applied music. Edward Kilenyi. Febr. 

The performer-teacher. Jacques Abram. Febr. 

The concert artist as college teacher. Sidney Foster. Febr. 

Teaching music through direct experiences. Norman Mehr. 
Mar. 

Musical beauty or ugliness? Gustave L. Becker. Apr. 

Problems and ideals of a choral accompanist. Jon Petersen. 
Apr. 


Shall we teach popular music? Hazel GhazarianSkaggs. Apr. 


an accompanist's vital contribution. Seymour Mandel. May- 
June. 


MUSICAL AMERICA 


Piano music; Mozart's solo literature. C. Arrau. Febr. 15. 


THE MUSICAL QUARTERLY 
The first guide to Mozart. Nathan Broder. Apr. 


NEW YORK TIMES MAGAZINE 


Rubinstein; evolution of an artist. Howard Taubman. Febr.5. 


SATURDAY REVIEW 


Rachmaninoff legacy; hearing a composer play his own mu- 
sic. Abram Chasins. Nov. 26, 1955. 

Nocturnes by Chopin. Abram Chasins. May 26. 

Jazz piano, today and tomorrow. E. Taylor. Mar. 17. 

Rubinstein, musician and piano player. L. Kolodin. Febr.11. 

Survival of the slickest. Abram Chasins. Apr. 28. 


ROTARIAN 
How to play the piano in 10 minutes. D. K. Antrim. Apr. 








MOZART EDITIONS (Continued from Page 22 





in the preface. Broder offers no solutions to ornaments 
within the text proper except to suggest an occasional suf- 
fix in brackets where Mozart has not added one aftera trill. 
He does supply an illustrated and exceptionally thorough 
statement, in the preface, on the performance of single 
short and long appoggiaturas that seems to coverall cases in 
the text. His very brief discussion and illustration of trills 
seems on the contrary to be inadequate and hardly provides 
for all the problems that arise. He fails even to mention 
compound appoggiaturas, turns, or rolled chords, all three 
of which present many more problems requiring help from 
the expert (for example, respectively in K.331, III; K.284, 
I; and K.457, II). Broder alone decides, and] think wisely, 
to abandon any attempt to find a consistent distinction by 
Mozart in the use of the grace note with a stroke across the 
stem as against the one with flags alone (which Broder al- 
ways uses), or in the wedge as against the dot (which he al- 
ways uses) for staccato signs. He finds frequent occasions 
to add dots and slurs in brackets thatseem to have been for- 
gotten before him. 


N MY OWN experience it is better to supply the pianist 
with no fingering, whether he has had little or much exper- 
ience, and let him learn by working out his own fingering. 
However, the Henle and Peters editions do supply fingering, 
of which I would prefer that in the Peters edition as being 
both more simple and more logical. Special credit should 
go to the Henle and Broder editions for including measure 
numbers. Those in the Broder edition are even large and 
clear enough for the blear-eyed teacher to see ata distance 

(Continued on Page 29) 

















Northwestern University 


School of Music 


PIANO PEDAGOGY WORKSHOP 
(July 16 - 20) 


Polly Gibbs 


Professor of Piano at 
Louisiana State University; 
nationally known as an authority on 
piano teaching methods 
Workshop meets Monday through 
Friday, 3:30 to 5:30 p.m. 

If more instruction is desired, 
two additional hours 
(1la.m. to lp.m.) 
per day are available. 


Fee of $25 covers both workshop 
and optional hours. 


NORTHWESTERN UNIVERSITY 
George Howerton, Dean 
Evanston, Illinois 
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(Continued from Page 14) 

















MIKROKOSMOS ERRATA (Continued from Page 11 ) 


4. According to the title (Crescendo-Diminuendo) of 
this piece, its primary objective is one of dynamics and not 
of touch-form combinations. The fact that Bart6k intended 
this piece to be played in the first year of piano study, the 
style, and the comparatively rapid tempo for a beginning 
student indicate to the writer that staccato dots should be 
inserted as described. Otherwise, dissociated movements of 
the hands involving non-legato against staccato would be 
required, difficult even for the advanced pianist. 

5. The interval as printed is a diminished fourth and, 
as such, defeats the technical objective of the piece to pro- 
vide practice in fingering the intervallic progression of an 
augmented second to a perfect fourth. 

6. The passages cannot be played as fingered in the 
publication. 

7. The measure is comprised of four sixteenth notes 
In the MIKROKOSMOS Sketches this measure is combined 
with the preceding one to form one 3/4 measure (but with- 
out a meter sign). However, in the Intermediary Drafts and 
Final Copies the notes are enclosed within bar lines as they 
appear in the published version. 

8. This error has been corrected in later reprints of vol. 
VI. The writer has proofread each volume of the MIRKO- 
KOSMOS for the publisher (Boosey and Hawkes) who will 
issue corrected reprints of the original edition when current 
inventories are exhausted. 


(1) Glance through the piece. You will quickly see 
that it uses only major seconds all through. Look closer and 
you will find just two different pairs of major seconds, to be 
played with interlocking hands. 

(2) This piece has musical interest, aside from its use 
of secands, in the variety and vitality of its rhythmic fig- 
ures, in its quick tonal climax in measure 8, and in its 
touch contrasts. I believe it is best played with a free arm 
attack and firm second and third fingers. 

(3) Read, maintaining a perfectly steady tempo. If it 
helps you to be accurate, count 4 to a half-note at first. 
Observe the meter changes from 2/2 and 2/4, to 4/4 in the 
last 2 lines. The final tempo of d= 72 will soon be easy, 
put iake your time at first. Three perfect repetitions of 
each pair of two lines should quickly fix them in your mind. 

(4) Follow the composer's marks closely. Note the one 
spot he wants pedal. If you play exactly what is there I 
think you will enjoy the almost humorous drive that carries. 
you though these sixteen measures so quickly. 


THESE TWO PIECES are by no means the only interest- 
ing ones in the set. Almost equally easy are "The Tritone, ” 
the first of three that use the "tone row” called "The Twelve 
Tones," and the first part of “Seven Times Seven,” which 
Mr. Riegger says may be used alone. “Chromatics” is sim- 
ply too, but "Dissonant Counterpoint," "Tone Clusters," 
"Polytonality", and "Fourths and Fifths," take more pianis- 
tic skill, and the ability to sustain interest for a longer per- 
iod. All should provide a good study of the more familiar 
devices used in music of the twentieth century. 


N.B. After a conversation with Mr. Riegger, the following 
corrections and additions should be noted: in "The Aug- 
mented Triad" pick up the tempoin the sixth measure; me- 
tronome markings should be revised in "Twelve Tones” to 

= 108, in "Twelve Upside Down" to d * 72and in "Chro- 
matics” to d = 96; in “Tone Clusters” the first measure can- 
not be played staccato, as indicated, but must be legato. 
The last piece “Fourths and Fifths" is to be republished as 
a Toccata, with a new ending. 





9. The publication also contains errors with reference 
to format. For example, nos. 68, 86, and 145a contain 
asterisks which appear after the numerical designations. Ac- 
cording to the Preface to the MIKROKOSMOS, asterisks in- 
dicate that pertinent notes will be found in the appendix of 
each volume. The notes to nos. 68, 86, and 145a, how- 
ever, appear at the bottom of the title page of the pieces. 
Therefore, the asterisks should be deleted and a "1)” in 
superscript should be placed before each numerical designa- 
tion and before each footnote at the bottom of the page. 











BOOKS MARCH, APRIL, MAY, 1956 


BARZUN, JACQUES. Music in American life. Foreword 
by Edward N. Waters. 126p. New York; Doubleday & 
Co. 2.75 
BERLIOZ, HECTOR LOUIS. Evenings with the orchestra 
tr. and ed. by Jacques Barzun. 399p. il. N. Y., Knopf 
6.00 

A new translation of "Soirees de l'orchestre” written 
in 1852. Jacques Barzun, at the request of the Berlioz 
Society, has written an introduction and copious expla- 
natory notes to his translation. 


BERTENSON, SERGEI and LEYDA, JAY. Sergei Rachman- 
inoff; a lifetime in music. 472p. (15p. bibl. notes) il. 
N.Y., Univ. Press 6.50 

An account of the career and personal life of the re- 
nowned Russian composer, conductor and pianist. Ap- 
pendices include a complete listing of Rachmaninoff's 
works, a new catalog of his music on records, and a list 
of all the recordings he made personally. The authors 
were assisted by Miss Sophia Satina, cousin and sister-in 
-law to the composer. 


COFFIN, BERTON. The singer's repertoire. 839p. New 
Brunswick, N.J., Scarecrow Press 16.00 

A repertoire of songs classified by voice type and then 
alphabetically within category, with information about 
voice range, type of song, accompaniment, songs for 
special occasions, and song publishers. 


EDWARDS, ARTHURC. The art of melody. 296p. (7p. 
bibl.) New York: Philosophical Lib. 4.75 

Attempts to "formulate a system of melodic construc- 
tion which will develop the potential of a musical idea" 
into an aesthetic experience, using contrast, repetition, 
climax, return and balance as criteria. By a faculty 
member of the University of California. 


EWEN, DAVID. A journey to greatness; the life and 
music of George Gershwin. 384p. (5p. bibl.) il. N.Y., 
Holt 5.00 

The life story of George Gershwin; a detailed account 
of his youth, the development of his personality, his 
music, and the success he encountered. 


HAGGIN, BERNARD H. The listener's musical compan- 
ion. 334p. New Brunswick, N. J., Rugers Univ. Press 
6.00 

Discusses musical procedures and forms, composers, 
American music and jazz, criticism, and notes on re- 
corded performances. Covers music from the 14th to the 
20th century. 
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HODEIR, ANDRE. Jazz; its evolution and essence; tr. 
from the French by David Noakes. 304p. (bibl. footnotes) 
N.Y., Grove Press 3.50 

ILLING, ROBERT. A dictianary of music. 318p. il. S 
(Penguin reference bk., R4) Baltimore: Penguin Books, 
pap., .65 


KOLB, ANNETTE. Mozart; introd. by Jean Giraudoux. 
299p. il. Chicago, Regnery 4.00 

A biography of the famous 18th century composer 
which attempts to explore the many facets of his com- 
plex personality. 


KORN, RICHARD. Orchestral accents. 272p.N.¥Y., Far- 
rar, Straus & Cudahy 3.50 

Astudy of musicalaccents, theirelements of volume, 
tone, color and duration, and the part they play in sel- 
ected illustrations of representative orchestral works of 
various composer. 


LANDON, ROBBINS H. C. and MITCHELL, DONALD, 
eds. The Mozart companion. 412p. (bibls.) il. N. Y., 
Oxford 6.50 

Selected writing of leading Mozart scholars on Mo- 
zatt's style and influence, his works, and portraits painted 
of Mozart. Each type of musical composition is di cussed 
in detail and illustrated. Among the contributors are 
Friedrich Blume and Karl Geiringer. 


McKENZIE, DUNCAN. Training the boy's changing 
voice. 159p. (bibl. footnotes). New Brunswick, N. J., 
Rutgers Univ. Press 3.75 

Description of the modern American alto-tenor plan. 
whereby adolescent boys continue to sing in choirs dur- 
ing the period when their voices are changing. The 
author, former chairman of the music department of 
Douglass College, points out the merits of this plan and 
compares it with other music plans here and abroad. 


MACKWORTH-YOUNG, GERARD. What happens in 
singing; a short manual of vocal mechanics and tech- 
nique; foreword by Astra Desmond; il. by John Messenger. 
125p. (bibl.) diagrs. (pt. col.) N.Y., Pitman 3.75 

A description of the physiological and accoustical 
facts of singing for singers and singing teachers. 


MUSIC IN AMERICAN LIFE; foreword by Edward | 
N. Waters. 126p. (2p. bibl. and 3p. bibl. notes) Garden 
City, N.Y., Doubleday bds., 2.75 

An essay on the current state of music expression,, 
serious and popular, the music “business,” and music 
appreciation in the United States. 









Now Enlarged and Revised 


The Pianist’s Problems 


By WILLIAM S. NEWMAN 


Preface by Arthur Loesser } 


A Modern Approach to Efficient Practice and 


Musicianly Performance 


Important revisions and two new chapters on 
learning and teaching make Newman’s stand- } 
ard work the most up-to-the-minute handbook 
for students and teachers of piano playing. 23 
illustrations. 26 music notations. Index. Bibli- 










NEWMAN, WILLIAM S. The pianist's problems; a mod- 
em approach to efficient practice and musicianly perform- 
ance. 168p. Revised and enlarged. With a preface by 
Arthur Loesser; il. by John V. Alcott. N. Y., Harper & 
Brothers 3.00 

Contains important revisions and two chapters of add- 
ed material. These changes incréase the general value 
of the book and its value as a text in the many piano 
pedagogy classes, clinics and workshops. 


PACE, ROBERT. Piano for classroom music. 140p. 
Englewood Cliffs, N.J.; Prentice-Hall 3.95 

A simple and easy method of group instruction in 
practical piano skills. Students learn to play eight sim- 
ple tunes from diagrams of the melodic line, indicated 
by finger numbers and arrows, and of hands and keyboard. 
The text uses 87 songs including nursery rhymes, folk 
songs, dance tunes, sea chanteys, etc. The author is 
head of piano instruction at Teachers College, Columbia 
University. 
RICHARDSON, MRS. ETHEL PARK, comp. American 
mountain songs; ed. by Sigmund Spaeth. 120p. New 
York; Greenberg 3.50 


SEROFF, VICTORI. Debussy, musician of France.367p. 
New York; G. P. Putnam's Sons. 


6.50 





ography. 


At all bookstores + $3.00 


HARPER & BROTHERS N. Y. 16, 


SCHAUFFLER, ROBERT HAVEN. Beethoven; the man who 
freed music. 693p. il. N.Y., Tudor 2.98 


SHANET, HOWARD. Leam to read music. 184p. il. 
N.Y., Simon & Schuster bds., 2.50 

The author, an assistant professor of music at Colum- 
bia University, presents a system of teaching the begin- 
ner to read and understand the principles of music in a 
very short time. 


SUMNER, WILLIAM LESLIE. The organ; its evolution, 
principles of construction and use (2nd ed.) 466p. (5p. 
bibl. and bibl. footnotes) il., diagrs. N.Y., Philoso- 
phical lib. 10.00 


WOODGATE, LESLIE, comp. The Penguin part song 
book. 142p. diagrs. Baltimore, Penguin Book pap., .95 

Musical arrangements for choral singing grouped in 
separate sections for mixed voices, men's voices and 
women's voices. 


WYCKOFF, OLIVE. Why do you want to sing? a hand- 
book on voice training for teachers and students. 40p. 
N.Y., Exposition press 2.50 

The author is a vocal diagnostician and former con- 
cert lyric soprano. 









Piano Recordings 


March, April, May, 1956 


Record reviews may be found in Saturday Review of Literature 
and many music magazines. Reviews are indexed in the Music 


ALBENIZ 


Iberia (complete) 


Querol (piano) 2-12” Ducretet DTL-93022/23 


BACH 


Concerto No. 1 in 0 Minor tor Harpsicnora 
Landowska, String Orch. (Bigot) * Inventions 
12” Vict. LM-1974 
French Suite No. 1 in D Minor 
Gianoli (piano) * Fr. Suites #2, 3 
12” West. SWN-18155 
Valenti (harpsichord) * Fr. _ #2, 


2” West. SWN-18157 
French Suite No. 2 in C Min 
Gianoli (piano) * Fr. Suites #1, 
i West. ee 
Valenti (harpsichord) * Fr. Suites #1, 


Ms West. Swi. 18157 
French Suite No. 3 in B M 
Gianoli (piano) # Fr. Suites ag 
West. SWN-18155 


12” 
Valenti (harpsichord) * Fr. Suites #1, 
12” West. SWN-18157 
French Suite No. 4 in E Flat gl 
Gianoli (piano) * Fr. Suites #3, 
West. aes 18156 


Valenti (harpsichord) # Fr. sles #5, 


West. SSW 18158 
French Suite No. 5 in G Major 
Gianoli (piano) # Fr. Suites #4, 6 
12” West. SWN-18156 
Valenti (harpsichord) * Fr. a #4, 6 


West. SWN-18158 
French Suite No. 6 in E Major 
Gianoli (piano) * Fr. Suites #4, 
12” West. SWN-18156 
Valenti (harpsichord) * Fr. = #4, 


” West. SWN-18158 
Inventions: Two Part 
Landowska (harpsichord) * Conc. #1 
12” Vict. LM-1974 
Musi« for Piano 


Bundervoét 12” Ducretet DTL-93051 
BARTOK 
Mikrokosmos i 1-6) (complete) 

Sandor (piano) 3-12” Col. SL-229 


Sandor (piano), Books 1, 2 
Sandor (piano). Books 3, 4 12” Col. ML-5083 
Sandor (piano), Books 5, 6 12” Col. ML-5084 
Farnadi (piano), Books :. 2 12” West. XWN-18182 
Farnadi (piano), Books 3} 4 12” West. XWN-18183 
Farnadi (piano), Books 5, 6 12” West. XWN-18184 
Sonata for Two Pianos -. ante 
Brendel, Zelka (pianos), S ‘art Pro Musica 
Chamber Orch. (Reinhardt). * usic 12” Vox 9600 


12” Col. ML-5082 


BEETHOVEN 


Concerto No. 2 in B Flat Major for Piano, Op. 19 

Wihrer, Stuttgart Pro Musica Orch. (Davisson) 
* Conc. #3 12” Vox 9830 

Concerto No. 2 in B Flat Major for Piano, Op. 19 

Wiihrer, ca Pro Musica Orch. an 
* Con Vox 9570 


Concerto ie. ; ‘a C Minor for Piano, Op. 37 
Yankoff, NWDR Symph. Orch. (Schmidt seer one 


er. ae Pro Musica Orch. Bg ny 


Concerto No. 3’in © Minor for Piano, . fh, 
Wihrer, Stuttgart Pro Musica Orch. gy 
%* Conc. #2 ”" Vox 9830 
Concerto No. 4 in G Major for = > 58 
Arrau, Philharmonia Orch. (Galliera 
12” Angel D- 35300 or T-35300 
Kempff, Berlin Phil. Orch. (van Kempen) 
12” Decca 9742 
onata No. 8 in C Minor for Plano, Op. 13 
[spathetique’”) 
Nadas * Son. #14, 21 12” Period 726 


Sonata No. 14 in C Sharp Minor for Piano, Op. 27, 
No. 2 [‘“‘Moonlight’’) 
Nadas * Son. #8, 21 


12” Period 726 


Library Association's Notes. 


BEETHOVEN 


Sonata No. >" in D Minor for Piano, Op. 31, No. 2 


[‘Tempes' 
Nadas She. #23, 26 12” Period 729 


jonata No. 21 in C Minor for Piano, Op. 53 


fwaldstetn in”’) 
Nadas * Son. #8, 14 12” Period 726 


onata No. 23 in F Minor for Piano, Op. 57 


nesseclonsta’ | 
Nadas * Son. #17, 26 12” Period 729 


Sonata No. 26 in E Flat Major for Piano, Op. 81a 


[“Les Adiewx’’) 
Nadas * Son. #17, 23 12” Period 729 


BRAHMS 
Variations on a Theme of Hayan, Up. 34 
Ferrante, Teicher (pianos) * $t. 'S 
Schumann: Andante 12” West. XWhi 18169 


CHOPIN 


Nocturnes (complete) 
Novaes (piano) 


CLEME NTI 


Sonatinas, Op. 36, No. . 37, No. 2 
Zeitlin (piano) * Diabell gots Kuhlau: 
Sonatinas 12” Opus 6005 


COUPERIN 


Pieces for Piano 
Walienborn *# Ravel: Tombeau 


DEBUSSY 


Children’s Corner Suite 
Regules (Siena Piano) * Estampes; Isle; Engulfed 
Cathedral 12” Eso. 3003 
The Enguifed Cathedral 
Regules — Piano) * Children’s Corner; Isle; 


2-12” Vox 9632 


12” Tele. 66041 


— 12” Eso. 3003 
Estampes 
Regules (Siena bie arg %* Children’s Corner; Isle; 
Engulfed Cathedral 12” Eso. 3003 


Lisle Joyeuse 
Regules (Siena Piano) * Children’s Corner; 
Estampes; Engulfed Cathedral 12” Eso. 3003 


DIABELLI 
Sonatinas, Op. 168, Nos. 4, 7 


Zeitlin (piano) * Clementi, Dussek, Kuhlau: 


Sonatinas 12” Opus 6005 


DUSSEK 
Sonatinas, Op. 20, . 2,6 
Zeitlin (piano) 4 Diabelli, Kuhlau: 
Sonatinas 12” Opus 6005 


po ogo orem 


Music for Harpsicho 
Marlowe * D. Scarlatti: Son. 


GADE 


Children’s Christmas Eve, Op. 36 
Zeitlin (piano) e Heller: Aibum; — Scenes 
" Onus 6NNK 


1760—d. 1812) 


12” Cap. P-8336 


>. 1817—d. 1890) 


GERSHWIN 
Preludes (3) 
Bianca (piano) * Cuban; Rhap. #2; 


we MGM 3307 
Rhapsody No. 2 for Piano 
ey Hamburg = A aes Orca. py 
%* Cuban; Prel.; 2” MGM 3307 
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GERSHWIN (continued) 


Variations on “! Got Rhythm” 
Blanca, Hamburg Pro Musica Orch. Be 
% Cuban; Prel.; Rhap. #2 12” MGM 3307 


GRA NADOS 


ey Larrocha (piano)—Book 2 #* Mompou 
Impresiones Intimas 12” Decca 9815 


GRIEG 


lyric Pieces (Books 3 & 4), Opp. 43, 
Pressier (piano) 


HAIEFF 


Concerto for Piano & Orchestra 
Bianca, Hamburg Pro — Orch. (Walther) 
% Juke Box; a? ieces 12” MGM 3243 
Juke Box Pieces 
Smit (piano) * is Pieces; Conc. 12” MGM 3243 
Piano Pieces (5) 
Smit * Juke Box; Concerto 12” MGM 3243 


HELLER 


1814—d. 1888) 
Album for the Young, - 138 
Zeitlin (piano) * Gade: Children’s Fy oy 


De MGM 3197 


Kullak: Scenes is 6006 
KUHLAU 
Sonatinas, Op. 59, No. 1; Op. 88, No. 2 
Zeitlin (piano) *% Clementi, Diabelli, Dussek: 
Sonatinas i2” Opus 6005 
KULLAK 


tete-—d. 1882) 


Scenes from Childhood, Op. 6: 
er ous * * Gade: children’s Fy a 
” Opus 6006 


LISZT 


Etudes d’exécution transcendante (12) 


Borowsky (piano) 12” Vox 9690 
MOMPOU 
Impresiones inti 
de Larrocha (piano) * Granados: ¢ yescas 
” Decca 9815 
MOZART 


Concerto No. 5 in D Major for Piano, K. 175 
—, Me = Musica Orch. (P. Walter) 
% Conc. #23: Rondo, K. 382 12” Vox 9830 
Haebler, “vbene fro Musica pach. Orch. 
. Walter) Conc. #23; Rondo 12” Vox 9830 
in B Flat Major for Piano, K. 238 
ial, vienna Symph. = 2 ee gartner 
= Conc. 414 ao LC-2298 
Concerto No. 12 in A Major for P' 
de a. Symph. ue ‘an “otterloo 


00) 
Bg Epic LC-3214 
Concerta. No. 13 in © Major for Piano, K. 415 
de ea Vienna Symph. Orch. van Otterioo) 
* Conc. #12 12” gt _ 
Concerto No. 14 in E Fiat major for Piano 
a Vienna Symph. baa ‘aungs rine) 
% Conc. #6 26 


t~¢ Lc- 
Concerts No. 23 in A Major for p. - 488 
ey Vienna Pro Musica Orch. . salle 
% Conc. #5; Rondo, 382 
ra Vienna Pro Nusica Symph. 
P. Walter) % Cone. aio Rondo re "io 9830 
oun No. 27 in B F om, . 595 
Backhaus, ‘ Phi ox ae nm. #11 
” ad ion ‘Li-1282 
in G Major, K. 


Gigue 574 
— (piano) * Son. #3; 547a; Rondd 
12” Angel b-a8078 or 1.38074 


(Over) 








MOZART (continued) 


Rondo in D Major, K. 382 
Haebler (piano), Vienna Pro Musica Symph. Orch. 
(P. Walter) w Conc. #5. 23 19” Vox 9830 
Haebler (plang), Vienna Pro Musica oe, \< Waiter) 


Con Vox 9830 
Rondo in 4 Minor, K. 511 
= (piano) * Son. #3; 547a; Gigue 
12” Angel D.3s074. + “38074 
Sonata ‘No. 3 in B Flat Major for Piano 
Gieseking * Son., K. 547a; Rondo; As 
12” Angel D- oo or 135074 
Sonata in F Major for Piano, K. 547: 
Gieseking * Son. #3 Var.; Rondo; cig 
12” Angel D- Stora - T-35074 
Sonata No. 11 in A — for aes a 
Backhaus * Conc. Lond. LL-1282 
—— (6) on pauls cae a Domine”, 


Gieseking pine * Var.; Son. #3; 
Gigue; Rondo 12” Angel peseb74 P at 
Variations (42) on an Allegretto, K. 500 
Gieseking (piano) * Var.; Son. #3; K. 547a 
Gigue; Ronco 12” Angel D-35074 or T-35074 
Variations (9) on a Minuet of Duport, K. 573 
Gieseking (piano) * Var.; Son . #3; K. 547a 
Gigue; Rondo 12” ‘angel D-35074 or T-35074 


PORTER, QUINCEY 


Concerto Concertante for Two Pianos 
Cohen, Terrasse, Colonne Concerts Orch. (Porter) 
* Dance; Syimph. #1 12” Overtone 10 


RACHMANINOFF 


Rhapsody on a Theme of Paganini, Op. 43 
de la Bruchollerie (piano), Colonne Concerts Orch. 
(Perlea) # Franck: Symph. Var. 12” Vox 9750 


RAMEAU 


Instrumental MOsic (complete) 
Gerlin (harpsichord), Oiseau-' 7 Orch. Ens. 
(Froment) 5-12” Oiseau ‘0080/84 


RAVEL 


Daphnis et Chioe (complete) 
Radiodiffusion Francaise Chorus, Champs-Elysées 
Theatre Orch. (inghelbrecht 
12” Ducretet DTL-93048 
Le Tombeau de Couperin 
Wallenborn (piano) * Couperin: Pieces 
12” Tele. 66041 


RICHARD, EDMUND 


Hudson River Sketches 
Richard (piano) 12” MGM 3309 


SAINT-SAENS 


Variations on a Theme of Beethoven, Op. 35 
Ferrante Teicher (pianos) *¥ Brahms: Var. 
Schumann: Andante 12” West. XWN- 18169 


SCARLATTI, D. 
Sonatas 
Marlowe (harpsichord) # Frescobaldi: Music 
12” Can. P-8336 
Valenti eae Vol. 
12” West. WN- 18153 or SWN-18153 


SCHUBERT 


Sonata in A Major for mame, On. 120 


Badura-Skoda * Sona 
at. WN-18154 or SWN-18154 
Sonata in B Fiat Major for — Op. Posth. 
Badura-Skoda * Sonata, Op. 120 
12” West. WN-18154 or SWN-18154 


SCHUMANN 


Andante and Variations in & riat major, 0 
Ferrante, Teicher (pianos) * Brahms, st. totes: 


Var. 12” West. XWN-18169 
Davidsbiindier Dances, Op. 6 
Wuhrer (piano) * Son. #2, 12” Vox 8860 


Firkusny (piano) #* Symph. Etudes 12” 
Symphonic Etudes, 0 " . ee 
Firkusny (piano) bh Gavidsbundler 12” Cap. P-8337 


SHOSTAKOVITCH 


Pretudes & Fugues, Op. 87 
Shostakovitch (piano) 12” Cap. P-18013 


TCHAIKOVSKY 
Concerto No. 1 in B Flat Minor for Piano, Op. 23 
Yankoff, New Symph. Orch. (Schwarz) 
12” Cap. P-18007 








DAVID HALL 


THE DISC BOOh 


ABNER LEVIN, Editor 


David Hall, author of The Record Book, Records — 1950, etc., 
long recognized throughout the world as one of the leading au- 
thorities on classical music, and Abner Levin, distinguished pub- 
lisher of THe Lono Prayer catalog, have collaborated on what 
will undoubtedly prove to be the most definitive compilation of 


musical information dealing with all categories of recorded music. 


Over two years in preparation, handsomely bound and with 
large, attractive type, this completely indexed volume will prove 
indispensable to the buyer of long playing records. 


A unique method of presentation gives the reader an opening 
section devoted to music itself, followed by a recommended basic 


library; included are 32 picture pages of artists and composers. 


Critical evaluations and judgments are then made by devoting 


individual chapters to specific topics, including the following: 


e Record companies and their outstanding records 


e Conductors and orchestras e Pianists 
e Violinists e Harpsichordists 
e Cellists e Organists 


e Singers and their position in the world of opera and lieder 
etc., etc. 


These informative pages will provide pleasurable reading and 
much valuable information, and will assist the reader in selecting 


the best from the enormous catalog of long playing records. 


—Wwdsd— 


At All Book and Record Shops $7.50 
or direct from the publisher: 
Long Player Publications, Inc., Box 346, New York 19, N.Y. 

















MOZART PIANO SONATAS (Continued from Page 23 
on the piano music rack. The’Kalmus pages are a little 
crowded and the type a little small. The Broder spacing 
and type are good enough, but it would be hard to beat 
the beautiful, clear engraving in the Henle and Peters 
editions. 

In completeness, thoroughness, accuracy, and schol- 
arship the Broder edition seems to have the decided edge. 
However, all four editions are good enough, and so far 
superior to the older, really “edited” editions that no pur- 
chaser will make a serious mistake by getting any one of 
them. A comparative sampling of a fairnumber of pages 
showed relatively minor differences in the text among 
them, with a few notable exceptions such as were noted 
in the Henle edition. Perhaps ornament solutions and 
fingering, or the type front, or a preference for one or 
two volumes, or the price difference, or the interesting 
photographs noted at the head of this review will be the 
deciding factor for some purchasers. 





I. only two respects might one wish that Broder could 
have gone further in an otherwise nearly ideal edition. 
Both reflect what seems like a more timid approach to the 
musical questions than to the scholarly ones. First is the 
failure that was mentioned to treat certain ornaments 
adequately or at all. One might have to ask whether the 
editor has himself lived through this music sufficiently in 
actual performances of it to be fully aware of these prob- 
lems, especially in view of certain solutions to the ap- 
poggiaturas and trills that he does offer (for example, 
K. 310, ms. 1 and 2; or K. 279, ms. 20 and 21 /first 
solution7; or K. 330, m. 129. And second is the vital 
question of articulation, which is not mentioned. Does 
Mozart really mean to implement the arsis-thesis rela- 
tionship so clearly in some of his short slurs and impede 
it so clearly in others (as on almost every page, 194or 
306, for example)? What dosome of those slurs mean that 
exactly cover the measure between barlines, or move 
from other strong to weak beats again and again? When 
are slurs assumed to end staccato? The editor who seeks 
only the best URTEXT may feel that such a question is 
outside his province. (It is a question I am attempting 
to explore in the next pamphlet on style in the Summy 
Piano Teaching Series.) But if he feels obliged to inter- 
pret the appoggiaturas and to resolve other inconsisteneies 
then he can hardly sidestep this question, which certainly 
must disturb every performer who tries to be faithful to 
the composer's original intentions. After all, it is on 
such a performer's behalf that URTEXT editions are 
sought out and prepared. 

PLEASE LET ME CLOSE with a warm note of thanks 
to all four publishers and their editors for doing to music 
to raise the standards of music editing! 




















ANNOUNCING THE 1956 


‘PIANO SESSIONS" 
WORKSHOP 


AT THE 


FRED WARING MUSIC WORKSHOP 


DELAWARE WATER GAP, PA. 


A SPECIAL ONE-WEEK COURSE 
FOR PIANO TEACHERS BEGINNING JULY 29 


E> ee _ 


Considering the piano as the basic instrument for developing balanced 
musicianship, the Waring Workshop has been carrying on research in the area 
of beginning music instruction through that instrument for the past seven years. 
The result has been the development of an exciting new attitude toward piano 
instruction. The Waring Workshop calls this attitude “PIANO SESSIONS.” 


The staff for the “PIANO SESSIONS” WORKSHOP will include Fred 
Waring, Edward J. McGinley, author and master teacher, Dr. Earl Willhoite, 
Wallace Hornibrook and Richard Chronister, duo-pianists and staff pianists 
for all Workshop sessions as well as guest recitalists and lecturers. 


— OO 


The course of instruction will include: 


THE YOUNG BEGINNER—Individual and group instructional tech- 
niques for the pre-school and “average-age” begi .D ‘ation 
teaching with children not especially prepared in advance. The psy- 


chology of the young child. What is a “Music Kindergarten?” 


THE ‘TEEN AND ADULT BEGINNER — How to sustain initial interest and 
reduce student “mortality.” How to teach informal music and the 
classics side-by-side. What is a Family Music Consultant? 





MUSIC READING—Introducing a new, directional approach to music 
reading that does not depend on the use of finger numbers, rote or 
letter-name memorization. 


KEYBOARD HARMONY—A new approach to the functional use of 
chords at the keyboard. How to develop flexibility and freedom — par- 
ticularly in the playing of accompaniments to familiar melodies. The 
understanding and use of harmonic analysis as an aid to the study and 
memorization of the classic literature. 

CLASSROOM APPLICATION — How to supplement existing school music 
programs with niano instruction. 

ACCOMPANYING —What are the responsibilities of the accompanist? 
How can he contribute to a musicianly interpretation? Accompanying 
tips for solo, group or “fun” singing. 

MICROPHONE AND RECORDING TECHNIQUES — Effective use of the 
tape recorder for studio and recital use. Microphone placement for 
broadcasting and recording. 


RELATED KEYBOARD INSTRUMENTS—The teaching and performance 
potential of the electronic piano, organ, Claviolene, etc. 


RECITALS and demonstrations by staff members and guest performers. 
The piano as a solo instrument ...as an accompanying instrument. .. 
as an ensemble instrument... duo-piano techniques. 


Write for full information 

Carolyn T. Davis 

Registrar, Fred Waring Music Workshop 
Delaware Water Gap, Pennsylvania 























Keep in step— 


with Robert Pace! 





ROBERT PACE, head of piano instruction 


at Teachers College, Columbia University, is 


a well-known and established authority in the 
fields of piano performance and teaching. His 
background as a concert artist and teacher of 
all age groups gives him an unusually broad 
perspective of music and its problems in this 


country. 


Dr. Pace’s undergraduate training was at the 
Juilliard School of Music where he taught 
for several years. Later he took his Master 
and Doctorate degrees at Columbia’s T eachers 
College, and has been head of piano instruc- 


tion since 1952. 


Today’s piano teacher prefers the RoBerRT Pace PIANO 
SERIES. “Here, at last, is a piano series that meets require- 


991 


ments of the modern student and teacher. 


In accordance with recent trends in music education, all 
of the material in this series is centered around things that 
catch and hold the interest of the child from five to eleven. 
“Trip to the Zoo,’ “My Pony,” “Halloween Song,” 
“Parade” and “Party Song” are just a few of the sections 
and titles to delight children. “The Pace series is a positive 
affirmation that piano teaching can take full advantage of 
educational findings concerning the learning process . 

I use the series in my public school work as well as my 
private teaching.”? 


Dr. Pace is convinced that the safest, surest means to pia- 
nistic perfection is to acquaint the child with the entire 
range of the piano’s resources and possibilities as early as 
possible. “The Pace series, with its multiple key approach 
and its emphasis on good sight reading in every key, en- 
courages creative, imaginative playing (and teaching) from 


the very beginning . . . I recommend it heartily.” * 


“The best piano approach I’ve ever tried . . . I have been 
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amazed at the results. 
You'll like the RoBERT Pace P1ANo SERIES, too. At music 
dealers everywhere. 


1. Ruth A. Miller, New Orleans, La. 2. Edw. J. Herman, Dir. Mus., Caddo Parish, 
Shreveport, La. 3. E. F. Kinsman, White Plains, N. Y. 4. Esther Rennick, 


Birmingham, La. 


Books One, Two and Three, for children, are $1.00 each. Melody Work Book, a supplement to Book One, is $1.00. 


Meet the Piano, for older beginners, is $1.25. 





THEODORE PRESSER COMPANY 


Bryn Mawr, Pennsylvania 


30 
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Publishers 
BEST SELLERS 


In response to numerous requests for lists of teaching pieces 
used successfully by other piano teachers throughout the country, 
the Piano Quarterly Newsletter has invited publishers to advertise 
their “best sellers". This is the first time their advertisements 
have not been restricted to “recommended” teaching pieces. 


The first advertisement appears on the outside back cover, 
and records original copyrighted teaching pieces selling best 
during the entire history of each publisher. It is interesting to 
note the copyright dates are from 1911 with the largest numbers 
falling in the 1930's. The Fall issue will carry the best selling 
current teaching pieces. The Winter issue will advertise the 
publishers’ best selling advanced piano music, and the Spring 
issue, the best selling collections of various composers. 


"Best sellers" gives an interesting index to the musical taste 
of our piano teachers. 








Publishers’ Best Sellers 


Original Copyrighted Teaching Pieces 


Easy and Intermediate 





CARL FISCHER, inc. 


62 Cooper Square, New York 3, N. Y. 


The Princess and the Pirates Aline Campbell 35 
The Hop-Toad Leota Stilwell 239 
Cheer-up Ada Richter 35 
The Cellist Virginia Wines Scoville. 35 
Sunrise in the Valley Irene Rodgers 35 
By a Blue Lagoon Maxwell Eckstein 50 
Thrumming and Humming Gertrude Keenan +35 


HAROLD ELAM? 


INCORPORATED 


NEW YORK ILNY. 


251 WEST 19™ ST. 


Waltz of the Toys 
Water Sprites 
Climbing 

Dreams of Yesterday 
Dance of the Dwarfs 
Rustic Chapel 


Georges Bermont 
Leila Fletcher 

T. Robin MacLachlan 
Maxwell Eckstein 
Michael Aaron 
Walter Rolfe 


STAI 
i |i ) 
N I\% 


.35 
-35 





G. SCHIRMER, INc. 


3 EAST 43RD STREET, NEW YORK 17 


Wee Folks’ March 
Skating Lady 

My First Waltz 
The Three Trolls 
The Butterfly 
Valse Lucille 


Cora Mae Raezer 
Bernice Frost 
Bjarne Rolseth 
Maxwell Eckstein 
N. Louise Wright 
Rudolf Frim1l 


Improvisation and Melody Arthur L. Brown 





ELKAN-VOGEL CO., Inc. 


1716 Sansom Street Philadelphia 3, Penna. 


The little red hen and the 
peppermint stick 

Feather in the Breeze 

At the Barbershop 

Waltz of the Dolls 

March of the Dolls 

Little Piano Book 


Elizabeth Suddards . 35 
L. M. Dodd - 30 
Ada Richter .35 
Vito La Monaca - 39 
Vito La Monaca 39 
Vincent Persichetti 1.00 








ASSOCIATED MUSIC PUBLISHERS, INC. 
1 WEST 47TH STREET 
NEW YORK 36, N. Y. 


Mark Nevin -40 
Mark Nevin - 40 
Mark Nevin .30 
Tansman ea .90 
Gretchaninoff -50 
Tansman 1.25 


Buzzing Bee 

Cool Boogie 

Trepak 

For the Children I and II 
Children's Book, op. 98 
10 Diversions for the young 





J. FISCHER & BRO. 


Harristown Road 
Glen Rock, New Jersey 


Bobolink 

Shadows in the Lagoon 
The Little Swiss Clock 
Mischievous Elf 

Jack the Giant-Killer 
March of the Smugglers 


Cecilia Cokely 

Thelma Kent Tuttle 
Floy Adele Rossman 
Berenice Benson Bentley 
Hans Barth 

Glen Barton 


-35 
-35 
- 30 
-40 
-35 
- 40 














